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Br. do you = 5 wns etegaiaes al % to talk with ee 

St: AM duchy’ Ovinee 

“\° well, pee we came here at is actually the only money 

: i've been earnings honest living, you knowe I get invited from 

. far away, It's all midwest oy the east. we are both going to 

California and we have fouy sigs in four days. of course we are 

are going to use it to finan¢ge our trip. we are going to see everyone 

we can in san francisco. of fourse there are lots of colleagues 

there a lot ofpeople doing sfimilar things in the bay area. 

90, don't @M4Gine for am t we @an @arn a living in santa fel 
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“~ oh no, i don't know many jpeople who can. 


ST oh yess vniess yous the |supermarket-.. 


J yes, it must take a lot to support this equipment 
ST 


\V yes but now we are ti 







1 with buying. we sort of have it 


J your system, the vasulka stem? 
- ST yes, but you can always dream 2m ut other things. lixe we would 
( like to have a zood monitor because this is so crummy and this 
is the only, one we have. |but it's not necessaryeee we can work 
without ipa our financfal demands are much less than they 
use to bd we were ac@ymulati ng all this stuff. 
J I wanted to ask you to talk about the eauipment you are using 
end how it dictates the images ke you are sutting forth. 
wt how much is the context the content?. 
ST well it: is to a: bmi Girone degree J Poin iahand tae os 
s O-4-6-4-4S . ve 2° Bo vv? Cig. 
yeu_ie-ing exper ier tatty ke vo ) 
‘st(the tools ereadce to a large extent your images that's why we 
want to make our tools because you can't make your todls te 
your images. see, if you are going to take everything that the 
industry gives you, then you are going to end up with a certain 
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es set of vossivilities. beyond that we couldn't do -so what we have 
* aoneé consists of a lot of things thet are manufactured by sony 
- and panosonit of courseand of that esvipment, most cf it, we can 
w get secondhand. because you see, we feed off the industry that 
ra way. the industries throw it out when it gets dated and everything 
C: sets dated very fast in electronics. this perfectly good equipment 
se we can pick uv for a fraction of the price ard thats, well, this 
ind igs all standard eouipment-om@—thic-isieesial that's -beerfmade 

re to the specifications of/fthe vasulkase 

—— | here Oe 2 ; of 7 ae) enturanonl anol Ul 
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ee \ a feel the situation is much or ader. you see other artform *) 

» Ly | ; artists have admitted © thdwith the material . inspired by Play 
= ae materialthey revert to nor fiftpl lectual working, playing with 

: hands eres these are notoriously known processes in art. 

© the basis of art. but when we pass into vclaying with this stuff, 








people begin to sevarate it as this would mean something intellectual 
while it's very much the same process ampithed. of play. because 
if peovle did not play then they move into the category of. 
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ST professionals! 


Ww of the other. and i am always very astoni shed when people would 
make 2 difference between these toot toys and other tools or | 
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jus ta¥eeepeorle are sometimes dissustec by this 
ape with this technologys how can you juct pley with it, why den't 
you do something with it? in other words, it's the same principle, 
it's the play that is the RGus inspiration of the material- 
to learn htéw to understend earn tre craft to apply the 


craftito the material and then you cet victures, 


ST sO, are you saying that all art is play or is their trcofessional 
art or some xind of art that isn't play, that is serious? 


Ww depends, someone wants to vtlay he cans; somecne wants to cance it is, 


ST but is that still art? 3 
w I don't t ia about art,only about the > process... theertistusualiy: 2° 
Mroe > Ee _ 
usuatty Brey. 
ST but we play very seriously i would sey, i-thine—we-have. ; 


w you see the women ,» she is very serious. 


ST i mean if you get up in the merning end you sit to late night 
with the computer 2nd you dontt call it. serious 


Ww oh, you get into these traps like comretitron with yourself ard 
comretition mee the machine, all kind of ridiculous things 


St ané that's play, huh? 


Ww Wells it's 4 play. because cnly subconesious rotivation can have 
a service, not a conscious one if you put a heavy improtance 

on wrat you do kind of slips away, becomes “ind cf ridiculous 

i mean what the hell hew can you Sea with such thoughts. Ol wii 
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what i am trying to say is that we shculd demythafy the 
media in the sense of the same tyce of utility that other 


W . Strer ~-raaées os 


artists use in their context. ¢ : S 
t _ 4 U Re = wie ¥ v +-< ae ~ ee TT Tt. = wo @ 3 ¥ Wu ne - Ee. C 
creat ve -troucess;— 
J i tiOW 9 » % mineaint= © = ~ = = 7 ® = Ch Ef OPeer 
Ww—now ho ould you presume|we coyld think different JWR & 
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J but here is what i wantedto know - when you are putting a 
tape outs that is offering it for viewing, i somehow had the 
sense that you might extract parts of the tape to expand on. 
or rework it - take a segment and meke a totally different 
tare by using the image with a new, orogram or sound. .@ person 
seeing it might not associate it’the original unless they 
hed studied your wrk. In that wey it is using your equipment 
to experiment if i might use that word instead ofaclay. 
society might accept that more easily than the “ty term serious 
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Sut EXperimental ar ag its Own Sticme-~yeu—see.. 
ay a7 ES A i é ae A on IT = a 2 “re 3m 2 ar nie he 
specifie- Orn ; ‘aS ban eyrmen “= RDer mer te a 
but-do Tat with—youtl tapes pts —i-+—acere—end— work with it 
in_plisses?— ; 
that vs park ont Unis thet 15 itr od cqgeco 
ST there “seems to be some inbensisteney—wtth—-this.—yeu think that 
since the materialise eiviing you sco many-artifeete—thast- you 
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: : a — ae Syke trysetfto. (ored smith 
beeeree we visited him the other day end he is imr-trtrs process 
period now where he is starting cn this large work and 
he only knows veguely what the shape is going to be he 
doesn't know how it 's going to mm end and whatever. it is the 
same images that he has always had, it Bs so consistent 
with what he has always had and then you understand that he 
was probably born with them he probably always saw the 
body Like this and then ry pe learned the craft of how to 
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make it so you kmow i getting more and more into ose 
hinking those images may be where ®Pey are along and i gust choe 
them. in a certain my we have a similar choice of images 


and in another way we have a very different choice cf images 
so if we take the two together there is a difference in the 
.ones he makes and the ones i make. 


| WZ 
w let's say sometimes you have a finite emount of processes. so someyti 
you sit here and make four proer ay, four monthse now that i call 
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kine of a pure construct, something that you make and regardless 
of what the pictorial result is these programs are independant 
on any reality because ;any image can be put through those a 
programs andsuddenlybecome/ variations on the program but that _ 
is where the problem begins. any image you put through or 
every image you put through willepe an entirely different context. 
i mean content within that context?7M, Peps rere 
let's get this stmisht..-that is from very <di angles Hheashrt 
Da bitin teat image will take over, totally cover up that process a 
4 “let say from color, there is a blue coler and it is dee » ip 
or there is a movement end you say oh this is like kinetic somethi 
and you relate it in your memory to a whote’ bank of kintic 
yet this is what ic a) my dilemma because i want to apply 
wnat i call these rol®@ artifacts thet the machine gives me 
or i have to negotiates With the machine. i like them to be on this 
own.yet, when you slip into aprlication of thos ou develos 
HS thésrich contextual work#it,is connected to the rld of art 
it is connected to pictorial @ocesses , it's going through 
the painting ceazanne and sorts cf realities. some 
programs are very cubist othere remind you of 


ST seurat 


W seurat with the wiocke picxilated or pointilated. so you wuld 
say the trap of art, éseeci i ero 2 the obseession 
with apclications to dppnly method onto any concept 

j letoriad or be, 
only if the role artifdctihas no other’meaning beyond its own . 
exsistence. you see that would be the dream but it alwgyss by \ 
carelessness, by Cen enees Heucl ine you always arrive at some 


product - 
ST you slip into proguct | ss 
W or it unnoticed slinvs ‘ Youeeeyou cannot control it anymore 
it escapes your environment and it represents your art so to 
speak.sc that is wh ese systems, i think, have to bée’watched 
= gm carefully. people owld learn to look behird the first 
Sprutluns ton, behind the pictorial structure. and should learn what 
we iearn@, there is a control system behind that is approached 
first there is a concept of the image before the image comes out 
and there are various ways of cntrolling that image, cyclical 
way or there is some different, is it countreroint OTR Sten 0 
relaticnship between sotund and image d % ISG 
suddenly trerdé-ere—varices all those which are séq@ase to us 
Tracy Should lt, ——icemes—ous. of course with time all the garbage which forms at 
oeke the surfaceaywill be Laid bare because people will see ¢hrew 
cho a ; 7 - through 
those elements. you know just by the tradition of looking 
at the pictures but it may be too late .« you have let slip 
so much cf thafa surfade out that we have captivated those proces 
that will mot be repeated, see, that's the trouble. 
each tool error me always locate their own processes | 
with the tools, with thel habit&, with the abilities, within the | 
tradition and theses, should be preserved, more anthropologicall, ’ 
"hy than pictorial ly’ bictorislism as such, looking at the tradition 
of video as"a pi orial product is very very misleading, very 
shortsighted. Legis have to be careful otherwise we will 
iBo 








pollute sx. world by meaningless images. Feople always scream and say 
MOewO COLOTS ana you <nov morrow they wouldn't say that 
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Cc some morallresponsibility wn 


| so then, wiat i am trying to say is that it 








w they would say, oh see that,| that's ite so you have to make 
ich you have to have. 


M i am interested by what you mean by anthropological preservatian, 


>: we started to work with video 
suddenly came to this medium and 

it was extremely primitive. the firs 
eedback became overnight 


ss you just chown ke, ¢ Camror 





with a group of peopleswe 
started to work with it. 
artifacts of that medium like video f 
everyone's arte it was SO easy,to ma 
Seed, put it into the monitor’ does astructural image ola My chy 
‘wimandala which is referance to otherjthings which is 
drugs and meditation and all the cultural validity, it was an 
instant utility and easy product, yet after you use it for es A 
very short time it became so abused; i wauld sey not abused 
put it was rejected as a possibility becauss it became so much 
a tradition- became so conventional. it would ve so out- 
rageous if you_would keep on doing ite .vet, if you look at it ; _ 
cae: now you see ef cauBe thatlit nocotdi? Sized at-or regulated to pase tenlior | 
ie on the fevel of other culturee it has a significance ‘but it 
7 -pecomes, is located in time, it voecomes history- instant history 
becomes rather anthro- 
vologicalsubject than aesthetic . and that happens in video 
necause it is a vhenomena fM6t that has to be identified 


pefore it becomes truelly workable. 


3T like the other cay woody was puting two different things to- 
gether into a picture and it made for a very beautiful picture 
and i said hey, i want to record this, and he said no t'm just 
playing around and we didn't record it of course. and that was 
a typical anthropological thing to do while he was playing 
around heputs in another number andi we ion't know woat comes 
out and maybe what comes out is very fantastic, veryinterestiz 
and we didn't record it and now we are saying maybe we shoul 


make a session and put in all those numbers and record it 
but then it's)notfanthropolozical anymoreland we are going 
+o do all those other things. 


to frame it and we are going 


out of context. . | 
J aT hat—happen_when you-are-working -with-enything—_that hes the — 
Capac: Ording ses s+ hae the CEmeraor—taperscerd 


with them-art-tne tine because of whatmight occures 
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St yes, but how do you deat wit it? > 


I treater rees eiiciey you could make it a practice 
for = time to record everythingks vou discover itele. 


























5 ee ™ pnt as ania ot = tat" a o ens SNnit1lous :° 
WwW basically it is a process of collecting found objects. Many 
times we refer to things as found objects pecause we truelly 
find- it is somewhat doy coincidence or the architecture of 
the machine produces artifacts which we have never locked 
for. they are there so you find them. 
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let us say you have 4 program and later you decide the way — 
you might want to.show a particular image would be to use this 
program that gave you certd4in results before - but this ae 
may look very different denending uporthe subject, a regridgerator 

instead of a@ personeee but then you have scripting» 


W Wwekt, everything you do through a computerVhas td-be organized 
through a program. it is a score, a priori. again there is 2 
space for improvisationandawimmels you can do some live 
reprogramming that might not always be directed or written 
into the DIOS rame SO. there is Sume Ways. for p38 19t excerimentatat. 
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written, everything you have done Leave a trace of the 
program behind. there is a notational system a priori oo 
and this can emoty the machine|into the program and pre- ie 
serve the program with a mggnetic disc. just to give 
you an examole, all the inte ligencg—is on the magnetic disc 
so whatever do has to come ftom herét( holds disc up) _ 
or has to be takenffrom the $ystem and preserved. : 
so this is actually the medium which carigg the notation Samy 
and all the pvrotocal 211 tye rituals = written inside tris LA 
hunk of this magnetic medium and as you said it is a score, 
Uni rmlngrsen Suu. ~enfl 7 -Pire-teousenacore 4 hea otker forms of 
imerovisation mp bien ty Shu, 
with other tcols like the a pes like gene discussed yesterdav 
Like wave forms were coming fso 2s virtually unrepeatabl © 4), 
so it's not unambiguous, it's ambiguous you can write 
a score but it will be more oy lesssapproximate intervretatio ; 
but here the ambiguity disarpqars. but then there is a | 
whole differentfalk about wheat image you originate 
where you take it from, how tou orgenize the primary imge 
even without the machine}; bout it is a whole different 
story about te rodel of the jmage, if you generate 
fromthe data base it's in numerical tables or logarythyms, 
if you take it from 2 camerg , you see these km are then 
discaussions which have somethling to do with computor craft. 
the imeging craft, the imacing See but let's stick with 
-~ your suestions. 
J) you said that when you did your work it was very different from 


al 


woody's, and his from yours. thet—i—vers-underctanaalle but. ? 
~4—norteret It yFoulwould characterize the specific difrerences. 


St] thet is almost impossivle to talk about because that is something 
you KNOW, you see it and you just know and if i was to elaborate 
on it or what it is, it becomes very difficult because .. 


Cy 
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yes, what is the difference between you and me? 
St ok, i would characterize it this way, 4 couldn't nave made any 
ef woody's taces and he covldn'tt have made any cf my tares 
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ws. the first two years of work is virtually indistinzuisnable. 


(st)yes, you see we really didn't work tozether in the Way of a 
Sere lomes ur don v know ete S4i y 
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Gx " using various ortical 


W holuse f 
ST formal collaboretion . called. wholistic or how you call it. how e 
we werkedwas this, thet either of us would take over 
some process that was elready..e.you “now you set up a situation 
and usualiy the one cf us that set vr the situation 
would not be the cne who vould execute it. that WEY e —— 
i would set uv somethinz and woody wovld walk in and says on, grt 
do of 
(and i wouldn't knew what in the nell to do with it) 


but even for the first two years we mishkt gn ie which of us 
did whet | 


W we were kind cf observing the rhenomena in thofe years 
© the only authorghip we wovld take wovld be % control its 
step to it and de something to it in time. shets right, 
you wold have to look at the tapes in order to make the distincti 
certain things she's done i wovld vrobably not have doneat all+r 


on the other hand, you know, i don't go out and take images Vit 
because that is mmething i cannot do, Yee 


St wells, you are rot interested in that 
so he uses my library. 
gathering of images i am not the least bit interested in, you seée th: 
reminds me of my film aaxse background so i would rather suomit the 
pictorial part, i always insisf on the conceptual part. 
the pictorial part is kind of arbitrary to me. alot of it. and 
vice versa, i make programs and she shamelessly 


St I shamelessly rip them off, uh huh. and you haven't heard it yet 
but i am gonna riv off his sound. because he makes good sound. 
iam gonna go into the library of sound s and just mercilessly,.. 


W well, it's a ver: strange thing, i thing when you willystudy the 
work, scme of it is ambiguous enouch to be fowesshed user either 
auf uSs some cf it is extEsmely scecific, like fens work, like 
po" -she didn't mind working with reality as 
ore 1 was trying to reality you see, tut then she used a way that was 


rn 


adi ce Meeths 


very similer to conceptual, it's wery abstractive Anyway s 
? so 1 can agcept it, so we have no vroblem. i can like her work; 


Which is socd. ) 
SS) yeahs — that. WO WEL 18 Been x om 0 pata ite ‘Se 4 
Wo WWE 1 Gaerne bee ame instantiyees SO in a way 
ef “BAG: 542 dink CT fe aa re AEA 
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| re id ° 
St woody's work is always didactidhe likes to put it into that 
context of seme kind of a-:- 


; : ~ ~ -~ oy oh ate: 
Wi léke primitive magic, lixe a hand and what heppens arounc it 
I 2 hard is notoriouse it's ambigucus. i like to work With tat 





W kind of minimal image put in the contest of something 
aosolutely ecmormal _ 


St well neither of us likes ambiguous hese em willing to 
live with a lot of them because i always just count on it that 
people will nct find them ambiguous. yeu know what i 
mean - i will net want to vervally explain somethins tecause i thing 
that people should just see it. the way one imese follows another, 
that it has an prderand wocdy likes to be able to explain it . 
to be able to show the order and if not pictcrially, then ke is 
unashamed of just verbaliai ne it. m& that peorle will understand 
that that is the order. 
Rusl, vs 
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that imagelAn thé traditioyal context hes anything tt~-say- 
if it is a radical image it is useless because it cannot te 
explained at all. in othertworkds , i woult ra use an empty fléme 
withnothine in it but the|rermutation cf that’fraéme . but 
mow iam referring to sr4cific work whick you would nave to see 
® heve this ve intellizent. no. our discussion is wtthr-eertain 
within certain limitations you can not 
interrert the work only whien you are tal “in? ebout it. 
the statements we mey mafke may ve contradictory 
which in fact of that segment which delivers empty fremes cnly 
fractuelly; by mevemen vs in fact indicates certain style 
again i cant’ versonalll :ficture an edvancement in a 
Dieteriat—serise curt ofe ued oid 
a peteri i doen't come fFom « rictorial tradition at all Y 
i am not @ painter. if enythins i would be able to defend 
photogravhy b scme degree anc 


~ 





that is in tottel , 
F hihi contradiction with the comruter#ires photography , Yes 


computer grapics are in contradiction to,computer photograrphics 

Computer craphics indicate there is a s#ructure which isVinduced 

by hand,it is a graphic work even by reduction of the chotozrerhic 
image you can hold up a gradual image but i wovld like to 


maintain what i she photosreahic image which is in traditicn 


photoerahy | 
it represents t me a certain truth in narreti ve Comper 
-_ 7 - Contant 
of and since i am not a rroiri doing zgrephic work, i heave no reamsnr. 
So : 


to use my photogra hic work te—do grarhic wrk ‘ 
these two. terms seem t) me = well in a technological = 


sense there is even much more deerer consesuences on the Pei=sten: 
graphis is purely two dimensional with less sheding IW515 Fence 
lets say from what reality would bring to an im ge 
so this whole contezt of whether the image tecomes graphic 
or photographic infact a demand of aesthetic and technologica 1 


talke you have to sort out what is rhbtogravh 


1i¢ and graphic 
just to understand what i em ta kking about ah when i am 


talking about tools we always try to keep the ‘traditi 

A Ss xeep th ition of photo 

graphic but yet people sometimes refer to it as grarhic. 
tf € whole category of computer graphics is very hard to escape ) 


yet we project onto this video ma iti 7 
of video intain the tradition 


St what do you mean by the tradition of viceo?™ 





W image that is rather of a vhot:grachic character then graphic “ 
and the way of obtaining it is from taking it from simple 
life space 


St does it also have to do with dynsmic versus static imge ? 


W that's a more different area but i am gled you said it. sure it is. 
because infect graphic indicates even the phase accumulations (so% spzak) 
or animations is rather conceived agi Gteined from a real or 
life space in object movemet. Then relevmed 
these are nuances th@&t are very pebemmant when you work with it. 

it becomes a moralistic clash a collision of two maral 
possibiliteis that practically we would call graphic, photographic, 
computer gréphic or filmaker so these are names that someone 

kas thought un likefan art critic 


/St i sort of divide my colleagues who work with movins image 
into iconic and dynamic - very sillywords and they don't mean 
anythinge but what i mean by iconic art is that certain artists 
are obsessed by the scace which they have ackeived with in the frame 
they put their whole cosmos into that and the other ones are the ones 
that percéM@ve the cosmos to bé outside the frame and the frame -%& 
this tiny little whole where you can see a part of it 16 be 


 M where you are peeking through 


St yes, and the way you can detect thtecermtxef the iconic ones, they ere 
so satisfied to work within the fram e and they usually put the 
object straight in the middle. they move it around within that 
frame. the other ones have things move in or they are maybe framed 
so that you have a half a cow inside and the other half outside and 
you don't try to comvensate. or you assume or you sive your viewer 
the idea thet there is just as much outside what you can see. 
that to me is interesting that people should always think like that. 
so the satisfaction within the frame has more to do with peosle who 
like to work in graphics . it has somethinz to 20 with thet whole idea 
of graphics - yeah or people who like tc work in photography although 
some photosravnhers alse violate this. 


W  althoush photozravhy is extremely sorhisticated, you can't Lay 
that down on a&specifie style. vhotography Was deesees of all forms. 
“0 Thnke of oh 
St that is true. except they only get one frame. : freer : 
| Me olfer gre 
Ww It''s a view but they still wark with time. it is v. limited eom ared: ” 
i think vhotogravhy develoved a different kind of sophistication 
weich normally would not have this space to work in 
“a _trenmmivus merteai—spaceitthere is a tremendous mental svace to 
observe details, yeur perception can get jammed by movement or movement 
texes precedence over other elements ef image. that's what we dc, the. 
most primitive and primary interest is the movement which is 
probably comes from preservation of life you know when somethins 
moves you must observe in crder to see what it is. the movemnt is... 


St yeah, that's my meterial. 
“it's totally orimary materiel. it's vibration. 


WW wits prima - also it's located more or less not in the center of tt 
of the retinanot in the forbia but the movment detection of action 
1S in perivhere] Vision P 








— 


4 sO how is that, are we right 
~~ @ Yes 


WwW the moving image is the primary imege - real time as we call it 
which indicates that the movement as it enters is the movemnt as it 
exits the system. 


“il was goinz to ask you about time. 


wW well, it's a Longe essay on time 
so ask me that. 
M Q ons I 
real time, that concept is a mystery because & pexee—rts own real time 
always distorted - so you aré talking atut an electronically measure 
time | . 


Wi tell you i-got a whole different perspective on it this morning 
because i got a letter - she got a transcription of an interview in 
NY and that person is a film person. for him realtime was 
unedited videotape or unedited film. and it's right, it was 
. once referred to as real time. start the camera and end. but for u: 
rae it totally bypasses this notion of realtime as actually 
he as a continuity of time. what we call real time is contrary to non- 
a ae realtime - Which an electronic system especially 4a computer 
VA a4 organizes themselves. it is the ability or unability to 
“ "oes \ deal whth the amount of information during delivery and retreival 
" so let me put it very straight - if you want to make very 
complex images on the computer you have to infact deliver 
aNieeel frame that takes it apart or works on it for a second, 
maybe minutes, sometimes 15 minutes and delivers it to the 
medium which again whas to be time lasse - which, excest for 
the sequence of these frames in time will actually ‘produce 
again the real time but once... 


"A St wiewed as MOVEMEN t /ppbbemcorpmaapesateint allusion of real tina 





W yes, we could say film is a real time and animation eventually 
becomes realtime when viewed, but what is imp®otant to say is that 
| in that process you don't have a feddback mode. a feedoacx mode is 
taxen away from you because the process isn't donés you know it is peyons. 
your control you can initda&te and prosrem the movement out when you 
view it it may be contrary to what you wanted or it brings a 
different let us say gesture of language instead of 
representing mtovement which has a crescendo and decrescendo at 
other property which is so minutdbut so imvorta xx to 
estural communication . it may disappear or it may bring 
\ inverted forms of thats why in animation you may see an amazing 
\ / gesture they meant maybe in that way yet you perceive it the other 
Waye SO, what we rather do, we let the system articulate this. 
sincé we only deal with a realtime systems we continuously judge it 
instantly in a feedback mode in dreal mode 








S. which i call interactive realtime EXTENDED 


W could be » interactives i would call it stamterd behaviour that can b 
modified instantly . so it's rather behavioural than interactive. 
i don't mind writing @ program and looking at it uninteractively 
that is i judge i d.can by repeated self change it thafis i 
can“write a program a semenoeay an instant process - it's not 
like film you have to develop it. but azeingi don't want to be syst 
too much bigoted about it because there are nowkinetant repzays and Te 
the process is getting closer and closer co ambigucu x 
for uss just to make it straight, realtime is technologies 


St: god a 


ie | ve 

W you just wilde end video out. it's a necessity of- itt shot an 
aesthetic shoice , 

St en us lots of money but it heal to be realtime. 

| Cask 1 






because if we had been satisfied with enything less than realtime 

we could have cut some dollars out. it's a matter of - it's the most 
important thing becau¢ge i cannot, i just don't have the skill, the 
interest and the atitude to work ina frozen frame. 

whatever medium that would te - i just don't, i couldn't do it 
animation or whatever medium -sc it has to be realtime, that's 
number one. and i would sacrifice - and any Kind of image making 

gt sacrifice because you cannot make the perfect image 


so l would sacrfice a lot of things tefore i would sacrifice realtime 
that's the only thing i would never secrifice, 


Ww but we don't know nonrealtimdit's NOU. 2: CUP Creit. 2 -alilse 1h wousd. Ne 
to be extremely - we would have to charge all the experience we have 
and make non real time imeces. 


J your tacksround being in music fits more into vrocess work 
Ox fi 
St yess i zuess music Fr ie a inte realtime and “interactively 
1t Cannet exist in any frozen moment. 
yes, the frozen moment of sound is silence, the frozen moment 
of moving image is the still (image)a very profound discovery. 
i noticed when beaumont newhall asked a nuestion on rhotogra hy 
of gene youngblood, youngblood referred to the photograrh as 3 
still, - certainly if you came from the single imege or 
photographic background you would rarely refer to the photo as 
a still. ALSO ‘ 
St i would een meke that “smeé mistake - i would say still... 


J you just did, Treks vrought it ur - it made me see how ycur 
perceptions are a moving , growing,gairing perception rater 
than static. 
working with this equipment, which functions in the ways we 
have been talking abouts i wndered if it altered your personal life 
percervtions? 


St it is very referential, you know. like Seo ther mecdiums you 


learn so much about yourself - that goes for 
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St everything. the computer is different because it is not 
an art tool in the samg way. it is even more invowved 
in giving you an idea of who you are . it is a vhilosophy 
in itself that information can either be, there or not be there. 
it is not good and bad, it is gocd and noUmoods, bad and 
not bad. so you certainly get into this universe that it is the 
absence and presence of a thing 
and not the ccntast of one thing to enother and ,. 


Ww and slso the computer gives you a different medium - it is not the 


medium that you look at, it is not the hardware, it is something 
in between called the code. that means sudenly then that the 
experience that you have from other art forms which are analogous 
- what you see - cr you can control what you see by mixing the 
color and make the instant fé@back of the color and your visions, 
suddenly there is a code involved in computer and you have to get 
hold to master its you have to master the code which represents that 
particular property. and as gene said yesterday, it is légistic 
ee brings these wave forms of analog world, and we chop it 


into Little pieces -the piece then is reduced so to speak, into a 
numberfand that number then propagates inside of the computer 
as the property of or representation of the reality.. but it is 
only assembled outside cof the systemand its referance to certain reality 
that is Feasts 2 FEC from the code to certain value, light color; 
so th once it is in the computer it is in he form af a ccde 
so there is this intermediary between you and the world . it s the 
codé. so that is a new thing to all of the processes that is why we 
are so obsessed by the understanding of that code. anyway it is a 
binary code - but that. code can also represent alphabet, de 


St it can bring s pictures from jucitor 


W ysis, and that introduction of code into cur processes i find very 
Sicnificant. because that is what people want to cover up. you 
know many providers of tools - and its users would rather not bother 
with it because they think it is not the creative part of the process 
but we discovered otherwise. the creative process should also 
be controlled and finally it shovld be controlled mee ond ler 


